










casserole, savoury nut roast, bacon and 
potato bake, carrot and mushroom bake, etc. 
etc. that you just couldn't get enough of! 
Come and refresh your tastebuds and pay us 
a visit, reserve a table - SUPPORT YOUR 
CAFE'S FUTURE!! 

DISABLED FACILITIES are available at the 
Cinema and we give one complimentary 
ticket to your attendant. Ask for the Duty 
House Manager on arrival. 


MEMBERSHIP SCHEME 

Save money on every ticket you buy! Get the 
Triangle Cinema magazine first! 

Triangle membership is a great way to save 
money on a good time. For £5.50 (£3.50 
concessions) you get attractive discounts on 
tickets to Triangle events for a year. Regulars 
quickly recoup their investment, and benefit 
from special free screenings, special offers 
and reciprocal membership with other arts 
centres. 

Join Now 

If you join the Triangle you'll also get your 
copy of the Triangle Cinema magazine before 
anyone else - for a whole year. 

Four easy ways to join: 

★ Telephone the Box Office now 021-359 
3979 (Access/visa welcome) 

★ Send us the booking form today 

★ Call in at the main Box Office 

★ Join when you buy your next ticket 


COVER PIC: 

Bridget Fonda 6- James Mathers in Franc Roddam's section from 
Aria. Photograph by Annie Liebovitz 


Triangle Magazine is designed and produced by 
Lionart Associates. Telephone: (0952) 506754. 


CINEMA PRICES 


£2.30 - Public £1.80 - Members, Students 
£1.70-Senior Citizens, Unwaged, under 16s, 
All tickets £1.10 for week-day matinees. 


HOW TO BOOK TICKETS 

IN ADVANCE 

Telephone the Box Office 021-359 397914192 
ACCESS and VISA welcome for all events. 
*Post us the Booking Form 
*Call in at the Box Office 
BOX OFFICE OPENING TIMES: 
Mon-Fri 9.30 a.m.-5.00 p.m. 


The Triangle Cafe 

The Triangle Cafe is now open 7 days a week 
2.30 p.m.-8.30 p.m. serving refreshments 
and delicious home-made cakes. From mid- 
October hot food will be available in the 
evenings serving those mouth-watering 
dishes from the past - such as Lasagne, 
stuffed pancakes, mexican green pepper 


TICKET SHOP 

You can now buy your tickets in the city centre 
from the TICKET SHOP City Arcade, off 
Corporation Street BIRMINGHAM, so don't be 
disappointed, buy your tickets NOW! 


HOW TO FIND THE TRIANGLE 


ON FOOT: (Just 15 mins walk from New Street Station). Walk up 
Corporation Street from the centre of town, past the Law Courts, go 
down the subway by Barclays Bank and then continue up Aston 
Street till you find us, set back on the left. (The Triangle Cinema is on 
the triangular campus of Aston University - now called the Aston 
Triangle). 


BY BUS: Buses 93, 94, 14, 55, 43, 103, 104, stop nearby 


BY CAR: From the City centre take Jennens Road off Masshouse 
Circus Roundabout, then Woodcock Street on your left. 

Parking is available on Holt Street, Oxygen Street, and the new plot on 
Holt Street. 



















Aria (i5) 

Oct 31-Nov 4; 6-11 (See Calendar for times) 

Aria was the brainchild of Don Boyd, an opera fan 
and filmmaker who came up with the idea of 
inviting ten leading directors to provide cinematic 
interpretations of extracts from operas of their 
choice. Part of the attraction to the illustrious team 
of filmmakers must have been Boyd's generous 
brief, which was "to visualise the music without 
necessarily drawing on the narrative from the 
opera, without relying on their knowledge of the 
characters and certainly not recreating in lip-synch 
the score from the opera". As one might expect, 
such freedom has resulted in a wide range of 
approaches, which is perhaps both the strength 
and weakness of the film as a whole. Aria works 
very well as a collection of quite different 
approaches to opera and cinema, with the result 
that it is the rather conventional linking scenes 
which seem out of place. 

Contrary to early press reports. Aria has little in 
common with pop videos (a more apposite 
comparison would be with those portmanteau 
films produced in Europe in the '60s), and each 
segment is easily identified with its director. Nic 
Roeg kicks off the proceedings in brilliant style 
with a typical piece of cinematic legerdemain. 
Using titles in the style of silent movies, he 
provides an amusing account of the attempted 
murder of King Zog of Albania. On the night of the 
attack, Zog had attended a performance of 


"I Pagliacci" at the Vienna Opera House. But Roeg 
wanted to use an opera with some relevance to his 
story, and he chose "Un Ballo in Maschera" by 
Verdi, which was inspried by the assassination of 
King Gustave III of Sweden at a masked ball in 
1792. (Roeg was no doubt aware of a further 
parallel, in that the opera's premiere in 1858 was 
the scene of the attempted assassination of 
Napoleon III.) Given the setting of the masked ball 
and the theme of sexual ambiguity in the aria, 
Roeg cast his wife, Theresa Russell, as the king. The 
result is an amusing and richly allusive treatment 
of one of Verdi's most appealing and accessible 
operas. 

Sexuality also plays an important part in Jean- 
Luc Godard's stunning contribution to Aria. Given 
his interest in sound-image relationships and 
classical music, Godard was an ideal choice as a 
contributor to the project. He obviously took the 
assignment seriously (so much so, indeed, that he 
reshot his sequence at his own expense because he 
was unhappy with the first attempt), and chose 
Lully's French masterpiece "Armide" as a vehicle 
for continuing his preoccupation with male-female 
relationships. The opera deals with a woman's 
attempt to seduce an unequalled hero. In Godard's 
film, this eternal conflict between men and women 
is played out in an ultra-modern gymnasium 
where a cleaning lady and her female companion 
attempt to attract the attention of a muscle-man 
who is obsessed with his body-building exercises. 
Godard's use of sound and image is alternately 




disruptive and breathtakingly beautiful. Some 
opera fans will no doubt find it infuriating 
(Godard, as usual, finds it impossible to keep his 
hands off the sound control knobs), but this is 
unquestionably one of the director's major recent 
works. 

The other two great contributions to Aria are 
provided by Robert Altman and Ken Russell. For 
his section on Rameau's last opera, "Les Boreades", 
Altman drew his inspiration from Hogarth, and his 
film concentrates exclusively on the audience of 
prostitutes and lunatics in an 18th century opera 
house. Russell, on the other hand, was influenced 
by the death of a female colleague in his depiction 
of "Nessun Dorma" from Puccini's opera 
"Turandot". His sequence depicts the "visions" 
seen by a gravely injured young woman who 
wavers between life and death. Russell here 
manages to be faithful to his source material as 
well as his own concerns, which are both technical 
(the superb visual imagery) and thematic (the 
horrifying mutability of the human body). 

There isn't space here to provide a proper 
account of the remaining contributions, of which 
those by Derek Jarman, Franc Roddam and Julien 
Temple are all interesting and accomplished pieces 
of work. Suffice it to say that, overall. Aria is a most 
enjoyable film whose production values and 
technical qualities are most impressive given a 
modest budget in feature film terms. 

Directors: Robert Altman, Bruce Beresford, Bill Bryden, Jean-Luc 
Godard, Derek Jarman, Franc Roddam, Nicolas Roeg, Ken Russell, 
Charles Sturridge, Julien Temple. G.B., 1987. 

Starring: Theresa Russell, Stephanie Lane, Nicola Swain, Buck 
Henry. 

Colour. Dolby stereo. 98 mins. 



The Big Easy (is) 

Oct 31-Nov 4; Nov 6-11 (See Calendar for 
times) 

After years of working on the fringes of 
mainstream Hollywood cinema, the very talented 
Jim McBride has achieved a much deserved critical 
and commercial hit with this funny, sexy and 
exciting police thriller. Given a witty script by 
Daniel Petrie Jnr. (who also wrote Beverly Hills 
Cop), McBride wisely switched the locations from 
Chicago to New Orleans. Then, having cast the 
excellent Dennis Quaid and Ellen Barkin in the 
lead roles, he took his cue from Howard Hawks in 
terms of opting for fast pacing and an emphasis on 
character rather than plot. The result is an 
exhilarating entertainment which makes most 
recent cop movies look like empty exercises in 
style. 

Quaid plays an amoral but charming police 
lieutenant who sees no wrong in the petty system 
of corruption operating within the force. He 
accepts it all as "perks" of the job, just as he 
assumes that a spate of vicious murders are routine 
gangland slayings which will make the streets safer 
at little cost to the taxpayer. But his complacency is 
challenged by the appearance of Barkin's special 
prosecutor, who arrives from out of town to 
investigate police corruption. The brazen cop 
immediately sets about seducing the woman, and 
there ensues the sharpest, funniest and most erotic 
battle-of-the sexes to be seen in recent cinema. 

McBride's characters usually display a strong 
sexuality, with the Richard Gere role in Breathless 
providing the most extreme example. But the love 
scenes in The Big Easy and sensual and romantic 
rather than merely sexy. This is due in part to the 
warmth and charm of the performances, with the 
wonderful Ellen Barkin providing the director with 
his most sympathetic female character to date. 
Overall, the development of the relationship 
between Quaid and Barkin is handled with great 
skill. It begins with verbal fireworks and proceeds 
through steamy passion to mutual understanding. 
As one critic observed, "Each of them has to cede 
territory in order to meet in the middle: he has to 
tighten up his act, and she has to (literally) let her 
hair down". 

McBride's films have always evidenced a strong 
sense of place, and his use of New Orleans makes 
other recent portrayals of that city (cf. No Mercy and 
Angel Heart) seem opportunistic and empty. "The 
Big Easy" is in fact a nickname for New Orleans, a 
city whose rich cultrual mix and freewheeling 
morality make it an appropriate setting for this 
breezy portryal of crime and passion. McBride also 
makes excellent use of native Cajun music to 
enhance his film's rhythms and sence of 
community. 

Director: Jim McBride. U.S.A., 1986. 

Starring: Dennis Quaid, Ellen Barkin. 

Colour. 101 mins. 







Breathless 


David Holzman's Diary (is) 

Nov 5 (7.00 p.m.) 

Taking its cue from Jean-Luc Godard's dictum that 
cinema is "truth twenty-four times a second", Jim 
McBride's witty first film features a young 
American, David Holzman, who decides to 
discover the truth about his life through the 
medium of film. He talks to his camera, and records 
his friends and neighbours. His story is a slight one 
and, not surprisingly, he gains little satisfaction 
from the experiment. 

As Paul Taylor noted in The Movie, David 
Holzman's Diary is "one of the enduring highlights 
of the Underground era; a clever, gently subversive 
and good-humoured gag on 'personal cinema'. 
David Holzman, apparently both director and star 
of his own home-movie diary (the film the 
audience actually sees), is in fact a fictional 
character, played by actor - and later screen-writer 
- Kit Carson. But so closely did the character's self¬ 
obsession and cinephilia reflect the spirit of the 
time that many viewers were completely taken in." 

Director: Jim McBride. U.S.A., 1967. 

Starring: L. M. Kit Carson. 

Black-and-white. 16mm. 73 mins. 

Breathless (is) 

Nov 5 (8.25 p.m.) 

Jim McBride followed David Holzman's Diary with a 
straight(ish) documentary. My Girfriend's Wedding 
(1969), before moving into commercial features 
with Glen and Randa (1971) and Hot Times (1974). 


These films received little distribution, and 
McBride's subsequent career includes more failed 
projects than completed films. Ironically, his first 
real Hollywood break brought him back to Godard 
territory, although is a re-working rather 

than a re-make of A Bout de Souffle (1959). 
McBride's film is not only a star vehicle for Richard 
Gere but is also very self-conscious about its '80s 
style. Indeed, it is very much a film about 
contemporary American culture, whose icons 
often dwarf the protagonists in some dazzling 
compositions. 

Gere plays a cheerfully amoral punk who kills a 
highway patrolman on the road from Las Vegas to 
Los Angeles. Obsessed with Jerry Lee Lewis, 
comics, and stealing cars, he goes on the run with 
his French girlfriend. The couple conduct a fugitive 
romance across Los Angeles which, as one critic 
noted, "burns with a passion hardly seen since Last 
Tango. The breathless shooting style lingers forever 
on Gere's pumping, preening narcissism which 
leaves you in no doubt that the true romance is not 
between boy and girl but between Gere and 
camera. The film's other star is L.A., which is 
filmed as a series of dazzling pop art backdrops — 
cultural vacancy and hedonism, yoked by violence 
together; a city for the '80s. A wanton, playful film, 
belying the stated despair by its boiling energy" 
(Time Out). 

Director: Jim McBride. U.S.A. 1983. 

Starring: Richard Gere, Valerie Kaprisky. 

Colour. 101 mins. 


Jean de Florette (pg) 

Nov 12-22 (See Calendar for times) 

Jean de Florette marks a triumphant return to the 
kind of "quality" French cinema which used to be 
despised by the "New Wave" critics in the 1950s. It 
is based on a novel by Marcel Pagnol, a celebrated 
chronicler on film and in print of Provencal life. 
The novel has been elegantly and faithfully 
adapted by Gerard Brach (who also scripted Tess) 
and director Claude Berrie. With the additional 
help of a large budget and major stars, Berrie has 
made two glowing and powerful movies whose 
old-fashioned aesthetic values have not hindered 
their commercial success either at home or 
abroad.* 

The first of these two films, Jean de Florette is set 
in the 1920s and tells of the plotting of a wily old 
farmer, Cesar (Yves Montand in a most welcome 
return to the screen), and his simple-minded 
young relative to secure a piece of land inherited 
by a city tax collector, Jean de Florette (Gerard 
Depardieu). Having successfully concealed the 
land's valuable source of water, Cesar and his 
somewhat reluctant accomplice hope that the city 
man will be keen to sell an apparently useless piece 
of property. But Jean has no intention of selling, 
since he dreams of transforming his new 
acquisition into a rural Paradise for his family. 


T R i X-E 








A kindly hulk of a man with ambitious plans but no 
previous experience of farming, Jean has some 
initial success due to his application of scientific 
techniques and sheer hard work. But the weather 
is unkind in the second year, and the lack of water 
leads to disaster. 

Berri handles the story with a winning 
combination of low-key observation and short 
bursts of melodramatic flourishes. The rural setting 
is lovingly captured, but without the kind of 
indulgence which marred Tess. The greed, cunning 
and tightly-knit loyalties of the small farming 
community are all presented in a few pointed 
exchanges and without recourse to stereotypes. 
Similarly, the potent issues raised about man's 
relationship with the land and the subservient role 
forced on women are allowed to emerge through 
an accumulation of detail rather than being 
signposted in polemical dialogue. Best of all is the 
great authenticity of the acting. Yves Montand is 
wholly convincing as the scheeming old peasant, as 
is Daniel Auteuil as his partner in crime. And 
Depardieu proves his great range as an actor in the 
difficult central role, using his physical and 
emotional skills to great effect. 

Director: Claude Berri. France, 1986. 

Starring: Yves Montand, Gerard Depardieu, Daniel Auteuil. 

Colour. Panavision. Dolby stereo. Subtitles. 121 mins. 

*The second film, Manon des Sources, will be shown 
at the Triangle early next year. 
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My Life as a Dog (Mit Liv 
som Hund) (pg) 

Nov 20-25 (See Calendar for times) 

Given the large number of excellent films about 
childhood, there can be no higher praise of this 
Swedish film by Lasse Hallstrom than to say it 
belongs up there with Jean Vigo's Zero de Conduite 
and Francois Truffaut's The 400 Blows as a classic on 
the subject. Freely adapted from a successful novel 
by Reidar Jonsson, Hallstrom's film begins by 
cataloguing the disasters and frustrations which 
appear to be an inevitable part of the process of 
growing up. The very familiarity of the material 
leads to a degree of audience sympathy — we have 
all had similar experiences - but the director also 
brings to the film a freshness, vigour and sense of 
humour that are totally winning. Initial fears that 
the title would make the film impossible to 
promote outside Sweden have proved unfounded, 
since My Life as a Dog has turned out to be 
something of a surprise hit. 

As it happens, the title is significant and 
appropriate. It refers to the central character's 
child's-eye view of the world, in which he 
compares his own misfortunes with larger 
tragedies gleaned from news headlines. In 
particular, Ingemaf is struck by the fate of Laika, 
the Soviet dog who was sent into space to a certain 
death. The 12-year-old son of a sick mother and 
absent father, Ingemar continuously finds himself 
in trouble and seeks solace in looking back on the 
time when he was happy. This image of happiness 
is presented as a stylized view of a magical moment 
when one of Ingemar's stories delighted his 
mother. Now sick, the previously understanding 
parent is unable to cope with the lively antics of 
Ingemar and his older brother. Ingemar is sent to 
live with his uncle in the country, where he 
discovers an entrancing world which helps him 
overcome his sense of rejection. 

By turns funny and sad, Hallstrom's film 
manages to combine realism and fantasy without 
any sense of straining for effect. The early scenes of 
Ingemar's misadventures at home in the city are 
harshly funny, with our blameless hero forever 
finding himself at the centre of some ghastly 
mishap. Used by his brother to illustrate a lecture 
on the fundamentals of sexual intercourse to an 
enthusiastic young audience, the hapless Ingemar 
suffers the indignity of getting his penis stuck in a 
Coke bottle. Later, after he has run away from 
home, he lights a fire to keep his beloved dog 
warm, only to find the blaze going dangerously out 
of control. 

Without ever losing touch with reality, the film 
grows lighter in tone once Ingemar finds himself in 
the care of his kindly uncle. In contrast to the city, 
the village is a small, welcoming community 
peopled with delightful eccentrics who would not 
be out of place in a Jiff Menzel movie. (It's worth 
noting, in passing, that Hallstrom's film has much 


in common with Menzel's Closely Observed Trains 
and Capricious Summer.) Each of these characters, 
we discover, harbours their own dreams and 
fantasies. The uncle is building a summer house on 
land he doesn't own, so that the can play his 
favourite record without driving his wife to 
distraction. A sick old man's reading consists of 
ancient women's lingerie magazines. The local 
football and boxing star turns out to be a girl. All 
this might sound quaint, but it isn't in Hallstrom's 
hands. There are marvellously tender moments, 
such as the one when Ingemar spends the night 
with an old woman in need of companionship after 
the death of her life-long partner. There is also the 
set-piece comic scene in which Ingemar finds 
himself chaperoning a buxom beauty who poses 
naked for a dotty local artist (straining to get a 
better view, Ingemar falls through a skylight). 

Hallstrom avoids the usual cliches associated 
with films about kids. There are no sinister parent 
figures here and neither is there a hint of 
sentimentality in the business with the dog. 
Significantly, the big emotional scenes - the death 
of Ingemar's mother and the killing of his dog - are 
not shown. Instead, the film adopts its tone from 
Ingemar's accounts of his own experiences, which 
include his comparisons with larger tragedies and 
absurdities. This combination of the comic and the 
tragic is difficult to achieve, and Hallstrom's success 
marks him out as an exciting new talent. Whatever 
your feelings about children and dogs, don't miss 
My Life as a Dog. 


My Life as a Dog 
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Director: Lasse Hallstrom. Sweden, 1985. 
Starring: Anton Glanzelius, Manfred Semer. 
Colour. Subtitles. 101 mins. 









The Belly of an Architect (i5) 

Nov 23-Dec 2 (See Calendar for times) 

Stourley Kracklite (Brian Dennchy), a renowned 
American architect, travels to Rome to set up an 
exhibition about the 18th century French architect 
Boullee. As his preparations for the exhibition 
progress he begins to suffer from repeated stomach 
cramps and suspects his wife (Chloe Webb) of 
trying to poison him. As his health deteriorates he 
becomes increasingly obsessed with his medical 
condition, embarking on a historical and 
physiological study of stomach disorders. His work 
suffers, and his suspicion and neglect of his 
pregnant wife turn her against him. She begins an 
affair with a young, ambitious Italian architect 
(Lambert Wilson) who also has designs of 
Kracklite's exhibition. 

The Belly of an Architect is Greenaway's third 
theatrical feature, after The Draughtsman's Contract 
and A Zed and Two Noughts, and much of it literally 
focuses on the stomach of the title. This being a 
Greenaway work, however, there is a great deal 
more to it than that, with a wealth of resonances 
running through its narrative, its dialogue and its 
imagery. The film's timescale is the nine months of 
Louisa's pregnancy: it begins with the Kracklites 
making love on the train taking them from France 
to Rome, and ends with the birth. The embryo's 
development corresponds with the cancerous 
growth that turns out to be killing its father, and 
the film develops a range of themes that includes 
gravity, infidelity and Roman history and 
mythology. Kracklite's career as an architect turns 
out to parallel Boullee's - prolific and varied 
designs, very few of which are actually built - and 
he begins to set down his thoughts and fears in a 
series of postcards to his dead predecessor. 

This is by far Greenaway's warmest and most 
human work, largely because of Brian Dennehy's 




monumental central performances: he dominates 
every scene in which he appears and brings an 
intensity and passion to his part which perfectly 
compliment the formal and technical precision of 
the film as a whole. The other main star is Rome 
itself, the range and beauty of its architecture being 
captured in veteran European cinematographer 
Sacha Vienry's immaculate images. In short. The 
Belly of an Architect is Greenaway's richest and most 
provocative spectacle to date. 

Director: Peter Greenaway. G.B.-Italy, 1987. 

Starring: Brian Dennehy, Chloe Webb. 

Colour. Dolby stereo. 118 mins. 

The Draughtsman's 
Contract (i5) 

Nov 26 (6.15 ^8.30 p.m.) 

The summer of 1694. Kent. A young and ambitious 
draughtsman, bored by the aristocratic idiocy of his 
social superiors, is nonetheless inveigled into 
spending a fortnight at the country house of an 
aristocrat by his bored wife. The purpose? To 
make twelve drawings of the house and its grounds 
and so preserve a record of wealth and stability for 
future generations. The price? That the 
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The Draughtsman's 
Contract (is) 

Nov 26 (6.15 ^ 8.30 p.m.) 
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draughtsman be rewarded by the sexual favours of 
the mistress of the house while the master is away 
"on business". 

Peter Greenaway's first commercial feature has 
much in common with his new film. The Belly of an 
Architect. The subject of this elaborately staged 
historical piece (the original film was four hours 
long and included a detailed account of the 
architecture of the period) is very much part of the 
Greenaway whole: the arrogant young 
draughtsman is a rebel. In outline. The 
Draughtsman's Contract re-works an old idea — of 
the artist as transgressor; as the creature who 
shows the world its mirror and is shunned (or 
worse) as a result. The difference is that for all his 
love of Canaletto and De La Tour, Greenaway has 
picked on an imitator rather than a painter. The 
optical device that the draughtsman uses to frame 
his subjects is a fictional 17th century equivalent of 
the cross-hairs and frame of the eye-sight in a 
camera. His failure is not to have painted the warts 
of his superiors - that was often allowed - but to 
fail to understand the meanings emerging from the 
landscape in his gaze: power-broking, infidelity, 
the succession, consensus and order. 

Director: Peter Greenaway. G.B., 1982. 

Starring: Anthony Higgins. Janet Suzman. 

Colour. 108 mins. 
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Starring: Anthony Higgins. Janet Suzman. 
Colour. 108 mins. 


The Night is Young 
(Mauvais sang) (i5) 

Nov27-December2 (6.15p.m.) 

Leos Carax is one of the most distinctive young 
talents to emerge in recent French cinema. His first 
feature. Boy Meets Girl, was a moodily poetic black- 
and-white portrait of Paris as a night-time 
Purgatory populated by lost souls in search of love. 
It divided critics but found an audience and 
launched the director's career. For his second 
major film, Mauvais sang/Bad Blood (retitled The 
Night is Young in Britain), Carax managed to 
acquire a very large budget by current French 
standards - the shooting ended up in the region of 
thirty weeks - but made few concessions to the 
box-office. 

Although hyped in some sections of the film 
press as a stylist in the same class as Luc Besson 
(Subway) and Jean-Jacques Beineix (Diva, Betty 
Blue), Carax's approach to film could hardly be 
further removed from the glossy, high-tech 
imagery and attention-grabbing pyrotechnics 
associated with his near contemporaries. In fact, as 
the director himself has pointed out, his inspiration 
tends to come from older films, and the references 
in Mauvais sang are to silent cinema (Chaplin), Jean 
Cocteau and Godard. Comparisons with Godard 
and Cocteau may be useful if Carax has to be 
"placed" in the context of French cinema. One 
could say, for example, that the something of the 
dream-like quality of Cocteau's imagery is 
conjured up in Carax's visuals. And early Godard 
could be used as a reference point for the young 
director's protagonists, who can be characterised as 
small bands of outsiders who exist on the fringes of 
some imaginary criminal world. 

The Night is Young 















At this point, however, the differences become 
more important than any similarities, especially 
with regard to style. And it must be said that Mauvis 
sang has to be read through its style. The vaguely 
futuristic story about the young male protagonist's 
involvement with a gang of criminals and their 
plan to steal a serum cure for an AIDS-like disease 
(STP attacks those who make love without being in 
love, a device only a French filmmaker would 
have the audacity to use) doesn't in itself amount 
to a sufficient excuse for a two-hour movie. But 
Carax is a real filmmaker who creates his own 
uniquely compelling world through his strong 
sense of colour, composition, movement and 
sound. It will probably take a few more films to get 
the measure of his talent. Meanwhile, Mauvais sang 
can be recommended as a genuinely intriguing and 
superbly crafted piece of work. Both the critics who 
dismissed it as pretentious rubbish and its 
defenders who claimed it as the latest thing in 
fashionable art movies have done the filmmaker 
and his potential audience a great disservice. In 
short, Mauvais sang is best seen without too many 
preconceptions. 

Director: Leas Carax. France, 1986. 

Starring: Denis Lavant, Juliette Binoche, Michel Piccoli. 

Colour. Subtitles. 120 mins. 

River's Edge (is) 

Dec 3-9(5.15^8.45 p.m.) 

Based on a real murder case. River's Edge is a 
disturbing yet compelling account of how a group 
of small-town American teenagers conspired for 
days to hide the fact that one of their number had 
casually killed his 14-year old girlfriend. Opening 


with a chilling sequence in which the murderer 
calmly smokes a joint as he sits by his victim's 
naked body on the river bank in the cold light of 
dawn, Tim Hunter's film is all the more effective 
for its refusal to rush to "explain" events. Instead 
the film proceeds with cool detachment to build up 
a persuasive picture of a group of youths who have 
developed little moral or any other kind of sense. 

For the killer, nothing seems to matter, which is 
why he has no qualms about telling his friends of 
the murder. Reacting to the discovery of the body 
with a mixture of fascination, revulsion and 
stunned amusement, the other members of the 
group are encouraged by their self-styled leader, 
Layne, to keep, quiet. An alienated outsider who 
spends his time scoring dope, guzzling beer and 
looking for easy sex, Layne sees the incident as a 
challenge to the group's sense of loyalty: "We've 
got to test our loyalty, against all odds. It's kind of 
exciting. I feel like Chuck Norris." 

For the most part. River's Edge provides a 
frightening portrait of a society in which any sense 
of community and purpose has been replaced by 
moral confusion and complacency. The parents 
have little interest or involvement in the lives of 
their children. "Where do my children go at 
night?" asks a mother who sounds as though she is 
posing the question for the first time. 

The main adult character is Feck, a hermit-like 
ex-biker who supplies Layne and his friends with 
dope. Played by Dennis Hopper in what proves, 
against the odds, to be a clever piece of casting. 
Feck explains that he killed his girlfriend twenty 
years earlier and now keeps an inflatable doll as his 
only companion. Given Hopper's excellent 
performance, the character never appears 
ludicrous. On the contrary, it soon emerges that 
even the disturbed Feck, who killed out of passion. 



River's Edge 




is appalled to discover that his '80s counterpart 
killed casually. 

Given Tim Hunter's contribution to the excellent 
Over the Edge, one accepts his statement that he 
never intended River's Edge as a thesis movie with a 
definite line on the state of American youth in the 
'80s. "I'm a storyteller, not a sociologist", insists the 
director. "People remember the case with a 
mixture of horror and fascination and I hope they 
respond to the film in the same way." 

Despite some faults - the chief one being Crispin 
Glover's irritatingly mannered performance as 
Layne - it's a brave and powerful work. If nothing 
else, it provides a welcome corrective to the 
cynicism of most recent Hollywood movies about 
teenagers. 

Director: Tim Hunter. U.S.A., 1986. 

Starring: Keanu Reeves, Crispin Glover, Dennis Hopper. 

Colour. 99 mins. 


Over the Edge (is) 

Dec 10 (6.15 &8.30p.m.) 

Written by Tim Hunter, whose new film as director 
is River's Edge, Over the Edge is perhaps the most 
explosive and remarkable of all Hollywood films 
about rebellious youth. Based on considerable 
research, it dramatises teenage unrest in a new 
town in Northern California, where the planning 
includes virtually no facilities for the children of 
the mainly middle-class families. The kids hang out 
at a run-down prefab building, which they 
discover the adult community is intending to sell to 
speculators as an industrial park. When one of 
their friends is killed in a clash with local police, 
the teenagers attack the local school (where the 
adults are holding an emergency PTA meeting), 
smashing up the building and starting a fire. 

Over the Edge is inflammatory and makes no 
apologies for it. Director Jonathan Kaplan is with 
his young protagonists all the way, and he coaxes 
excellent performances from a mainly non¬ 
professional cast (among whom Vincent Spano 
and Matt Dillon went on to become stars). The film 
also boasts a brilliant integration of rock music and 
an uncannily realized pre-teen's-eye-view of 
modern suburban life. As Cynthia Rose concluded 
in a review of Over the Edge, "Overall, the film's 
finest accomplishment is that, ^osx-Rebel Without a 
Cause, it translates every adolescent's need for 
community into comtemporary terms. These 
youngsters don't seek any new style of nuclear 
family (as in Rebel), or find shelter through the 
gangs (as in West Side Story or the Coppola/Hinton 
films) of so many youthpix. Basically, they have 
become nihilists - hence the film's title. And this is 
both the most acute and the most ominous 
observation of Over the Edge " (Monthly Film 
Bulletin). 



What Happened to Kerouac? 


What Happened to 
Kerouac? ( 15 ) 

Dec4-9 (3.00 0^7.00p.m.) 

what Happened to Kerouac? is a lively and revealing 
investigation into the personal history and creative 
work of the American writer Jack Kerouac, author 
of On the Road and King of the Beat Generation. 

In this film portrait, the reminiscences of 
Kerouac's family and cronies (including Neal and 
Carolyn Cassady, Allen Ginsberg, William 
Burroughs, Gregory Corso, Gary Snyder, and 
Lawrence Ferlinghetti) take us beyond the man's 
well documented weakness for alcohol, to reveal 
"what happened" when fame (or notoriety) was 
thrust upon an essentially reticent man, an artist. 

Kerouac speaks for himself most eloquently in 
television appearances with Steve Allen and 
William BucWey. And the filmmakers also speak 
for Kerouac in a fine visual tribute, featuring his 
poetry on the soundtrack, and re-envisioning the 
"moment" when Beat was invented. The result is a 
terrifying and exhilarating film about a troubled 
genius whose influence is still being felt all over the 
world. 


Director: Jonathan Kaplan. U.S.A., 1979. 
Starring: Matt Dillon, Vincent Spano. 
Colour. 94 mins. 


Directors: Richard Lemer, Lewis Mac Adams. U.S.A., 1986. 
Featuring: Jack Kerouac, Steve Allen. 

Colour. 96 mins. 
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The Love Child 


COMIC STRIP DOUBLE BILL 


Mr. Jolly Lives Next Door & 
Didn't You Kill My 
Brother (15) 

Dec 11-17 (See Calendar for times) 

"The latest Comic Strip cinema release is an orgy of 
'alternative' comedy with predictable lashings of 
vomit, viscera and herbal vulgarity. The group 
proved a safe domestic bet with its first full-length 
feature. The Supergrass, and its second outing. Eat 
the Rich, arrives in the late autumn. 

“Mr. Jolly Lives Next Door is rather like an 
unfettered extension of Rik Mayall and Adrian 
Edmondson's endearingly anarchic BBC tele¬ 
series, 'Filthy Rich and Catflat', but without the 
objectivity and (slight) restraint which made that 
show so refreshing. 

"The disgusting duo run a seedy escort agency 
smack next door to the eponymous hit man (Peter 
Cook), who chops up his victims, bothering his 
witless neighbours only to borrow their Fairy 
Liquid as he mops up gobbets of gore. 

"The second half of the bill, Didn't You Kill My 
Brother?, is shorter but twice as funny and 
considerably better crafted. Described as an 
'everyday story of gangland folk', it is a genuinely 
satirical prod (courtesy of Alexi Sayle in dual guise) 
at everything from trendy lefties to community 
policing." - Screen International. 

Directors: Stephen Frears (Mr. Jolly), Boh Spiers (My Brother). G.B., 
1987. 

Starring: Rik Mayall, Alexi Sayle. 

Colour. 104 mins. 


The Love Child (i5) 

Dec 11-17 (See Calendar for times) 

The Love Child marks an ambitious attempt by one 
of Britain's most consistently interesting 
independent film workshops, Frontroom 
Productions, to move into the developing area of 
the medium budget feature designed for theatrical 
release at home and abroad. Much to their credit, 
the filmmakers have opted to make a quirky, low- 
key comedy in which the humour and the social 
concerns are successfully combined. Previous films 
from Frontroom have been noted as much for their 
human and cinematic qualities as their political 
challenges. 

"In its quietly humorous way. The Love Child says a 
lot about the current state of Britain. Dillon, the 
'love child' of the title, is orphaned as a child 
when his unmarried hippie parents die in an auto 
accident; raised by his unmarried grandmother, he 
works in an accounts office, and has few friends. 

He then meets a cheerful girl who's moved into 
squat in a run-down house nearby, and he's shyly 
attracted to her. His gran, meanwhile, is surprised 
when the man who made her pregnant 40 years 
earlier, and then disappeared, returns from 
Australia wanting to marry her. 

"Around this simple plot are some carefully 
observed and often sweetly funny scenes depicting 
life for Dillon and his grandmother in Brixton, 
where the cops are mindlessly, cheerfully violent 
and the whole place seems to be in a permanent 
state of decay. Dillon, neatly played by Peter 
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Capaldi (from Local Hero) is very straight, and 
disapproves of his parents and grandmother (he 
says that, with his family background, he always 
thought 'role models' were pickled herrings), but 
he's thrilled when he meets a couple of aging 
layabouts who remember his father was lead singer 
for a rock band called The Pink Frogs. 

"The grandmother, beautifully played by 
veteran actress Sheila Hancock, is unsure what the 
future holds and is amazed when her old flame 
(Percy Herbert) returns to marry her. And Dillon's 
girl, Bernadette (Lesley Sharp from Rita, Sue and 
Bob Too) is far from a conventional heroine, who 
asks the shy Dillon why he thinks men are 
frightened of women just as they're about to go to 
bed for the first time." - Variety. 

Director: Robert Smith. G.B., 1987. 

Starring: Sheila Hancock, Peter Capaldi. 

Colour. 101 mins. 


Personal Services (is) 

Dec 18-23 (See Calendar for times) 

"Here's a rarity: a really raunchy British film. 
Personal Services is the story of an English madam, 
starring Julie Walters as a waitress-turned- 
prostitute who sets up house in a London suburb, 
where she creates an environment which caters for 
the needs and fantasies of everyone but herself. 
Loosely based on the much-publicised life of 
disorderly householder Cynthia Payne - who was 
consultant on the film - the screenplay by David 
Leland (co-writer of Mona Lisa) takes some liberties 
with the facts in order to get at a more general truth 
about the hypocrisy and mean-mindedness that 
runs through English life. Julie Walters' best screen 


Personal Services 

performance to date heads an excellent cast, with 
especially notable contributions from Shirley 
Stelfox as the top girl ('executive fun for the over 
forties') and Alec McCowen as the client-in¬ 
residence, Wing Commander Morton ('an ageing 
pillock in the autumn of his years'). . . Terry 
Jones's first non-Python film as director is 
outrageously funny, but essentially serious and (in 
the best sense) provocative. Personal Services takes 
our sexual hang-ups out of the closet and exposes 
them to view. If you're easily offended, it will fulfil 
your wildest fantasies." - Clive HodgsonILFF 
programme. 

Director: Terry Jones. G.B., 1987. 

Starring: Julie Walters, Alec McCowen. 

Colour. 105 mins. 


Coming soon: 

John Huston's last film. The Dead, based on the 
story by James Joyce. Jean-Luc Godard's King 
Lear. Pat O'Connor's A Month in the Country. A 
new print of Federico Fellini's La Dolce Vita. Plus 
a season of American comedies of the '80s. 
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Please see the calendar on the back cover for performance 
times. 

Aria (15) 

October 31 

See under Main Films for notes. 

The Morning After (IS) 

November 6, 7 

The Morning After opens as a nightmarish thriller in which 
an alcoholic actress (Jane Fonda) wakes up in a strange bed 
to discover the blood spattered corpse of her one-night 
stand. Emerging from an alcoholic blackout, the actress 
cannot be sure of what happened. With her attempt to take 
flight being frustrated, she becomes involved with a friendly 
ex-cop (Jeff Bridges) who helps her discover the truth 
behind the murder. It soon becomes apparent that director 
Sidney Lumet is more interested in character relationships 
than the mechanics of the plot. The Fonda and Bridges 
characters are social misfits, both of whom are struggling to 
come to terms with broken marriages. The business of 
solving the murder becomes an adventure that turns Into a 
voyage of mutual discovery. Beautifully acted by Fonda and 
the ever reliable Bridges, The Morning After \s really an 
offbeat love story which is given added interest by the social 
background rather than the thriller format. The film is also 
distinguished by a brilliant use of sleazy Los Angeles 
locations, which are framed and coloured by talented 
cinematographer Andrzej Bartkowlak in the style of Edward 
Hopper paintings. 

Director: Sidney Lumet. U.S.A., 1986. 

Starring: Jane Fonda, Jeff Bridges. 

Colour. 103 mins. 

Evil Dead II (18) 

November 13-15 

This follow-up to Sam Raimi’s notorious and very successful 
Evil Deac/has one of the characters from the earlier film 
returning to the remote cabin where he previously fell 
victim to the demons who haunt the surrounding woods. In 
other words, it’s pretty much the same formula, with burials, 
decapitations, buckets of blood and a rushing subjective 
camera. This time, though, the budget is larger and the 
special effects far more spectacular. Raimi also openly 


The Color of Money 




























Betts Blue 



acknowledges that the whole circus really is intended as a 
joke, and the most inspired comic set-piece involves the 
hero’s struggles with his possessed hand: “Who’s laughing 
now’’, he screams after taking a chainsaw to the offending 
extremity. 

Director: Sam Raimi. U.S.A., 1987. 

Starring: Bruce Campbell, Sarah Berry. 

Colour. 84 mins. 

Betty Blue (I8) 

November 20, 21 

A dazzling tale of amour fou, Betty Blue is about an easy¬ 
going would-be writer who is swept away by an impulsive 
beauty. She thinks he’s a genius and determines that the 
world should know about it; but the frustration of this hope, 
along with her failure to get a child, topples her reason and 
prepares the way for a finale of tragic horror. This is Jean- 
Jacques Beineix’s best film to date, far outstripping the 
achievements of Diva and The Moon in the Gutter. Here, for 
the first time, the talented French director manages to 
harness his bravura style to a strong emotional subject and 
solid characterisation. The humour and outlandish set-pieces 
are still present, but there is a greater depth of feeling and 
sense of control in this funny, sad, erotic and technically 
brilliant film. 

Director: Jean-Jacques Beineix. France, 1986. 
Starring: Beatrice Dalle, Jean-Hugues Anglade. 
Colour. Subtitles. 120 mins. 

The Color of Money (15) 

November 27, 28 

Loosely based on Walter Tevis’ follow-up to his great novel 
The Hustler, The Color of Money casts Paul Newman in the 
same role he played in the film of the first novel. It’s twenty- 
five years on, and Newman’s “Fast” Eddie Felson is now a 
suave liquor salesman who bankrolls promising pool sharks. 
Teaming up with Tom Cruise’s cock-sure young player, 

Eddie teaches the naive contender the tricks of professional 
pool hustling. During the process of this “education”, which 
takes in a tour of pool venues on the way to a nine-ball 
tournament in Atlantic City, Eddie reassesses his own life 
and begins playing once more rather than being “a student 
of human moves”. Although this is not one of his more 
personal works, director Martin Scorsese brings terrific 
energy and cinematic skill to what is ostensibly a commercial 
project. The pool playing sequences are dynamically filmed 
and perfectly integrated into the dramatic thrust of the 
movie as explosive expressions of the tension between the 
characters. There are also fine performances by Newman 
(no surprise) and Tom Cruise (a revelation) and another 
great soundtrack of Scorsese’s favourite music. 

Director: Martin Scorsese. U.S.A., 1986. 

Starring: Paul Newman, Tom Cruise. 

Colour. Dolby stereo. 119 mins. 


Ruthless People (18) 

December 4, 5 

From the team who made Airplane a black comedy in which 
ruthless businessman Danny DeVito is delighted to discover 
that his obnoxious wife (Bette Midler), whom he was of 
course planning to murder, has been kidnapped by a couple 
of lovable would-be blackmailers. Like the team’s earlier 
collaborations, this is more a series of gags than a fully- 
fledged narrative. But the performances are great, and the 
blackest of the humour makes a welcome change from the 
blandness of much recent American comedy. 

Directors: Jim Abrahams, DavidZucker, Jerry 
Zucker. 

Starring: Danny DeVito, Bette Midler. 

Colour. Dolby stereo. 94 mins. 

The Supergrass (15) 

December 10-12 

The Comic Strip team’s first foray into features is an 
effective genre spoof about a wimp who is forced to live out 
his fantasy of being involved in an international drugs ring. 

An inventive script and director Peter Richardson’s keen 
eye for visual humour demolish the golden rule that TV 
series cannot be successfully transplanted to the big screen. 

Directors: Peter Richardson. G.B., 1985. 

Starring: Adrian Edmondson, Jennifer Saunders. 
Colour. Dolby stereo. 107 mins. 

Mona Lisa (18) 

December 18-20 

Having written Persona/Serv/ces as well as the present film, 
and now directed the impressive Wish You Were Here, 
David Leland has emerged as the cinema’s current expert 
chronicler of British sexual mores. In Mona Lisa, Bob 
Hoskins plays a small-time Cockney crook who returns from 
prison after taking the rap for his gangland boss (Michael 
Caine) and expects the “firm” to see him right. Appointed 
as “minder”/chauffeur to a young black prostitute who 
works the swanky hotels of London’s Mayfair, he finds 
himself involved in the woman’s attempts to find her lost 
girlfriend. In the process he is appalled to discover a soul- 
destroying world of sex and drugs rackets. Irish director 
Neil Jordan’s Catholic moralising and stylistic posturing 
make for a flawed film, but the performances are terrific and 
Leland’s script is Imbued with a genuine sense of British 
humour. “Channel Four, is It?” enquires Robbie Coltrane 
when he comes across Hoskins watching a porno video. 

Director: Neil Jordan. G.B., 1986. 

Starring: Bob Hoskins, Cathy Tyson. 

Colour. 1 00 mins. 


All tickets £1.10 for matinees Mon-Fri 
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TRIANGLE CINEMA CALENItR 


N O V E M B E R - D E C E M B E R 1987 


OCTOBER 
31 Saturday 

THE BIG EASY (18) 3.00 & 7.00p.m. 
ARIA (15) 5.00 & 8.45p.m. 

rSTO VEJVIBER 

1 Sunday 

THE BIG EASY (18) 3.00 & 7.00 p.m. 
ARIA (15) 5.00 & 8.45p.m. 

2 Monday 

THE BIG EASY (18) 3.00 & 7.00p.m. 
ARIA (15) 5.00 & 8.45p.m. 

3 Tuesday 

THE BIG EASY (18) 3.00 & 7.00 p.m. 
ARIA (15) 5.00 & 8.45p.m. 

4 Wednesday 

THE BIG EASY (18) 3.00 & 7.00 p.m. 
ARIA (15) 5.00 & 8.45 p.m. 

5 Thursday 

THE BIG EASY (18) 3.00 p.m. 

ARIA (15) 5.00p.m. 

BREATHLESS (18) & DAVID 
HOLZMANS DIAR Y (18) 7.00 p.m. 

6 Friday 

ARIA (15) 3.00 & 7.00p.m. 

THE BIG EASY (18) 5.00 & 8.45 p.m. 
THE MORNING AFTER (15) 

11.15 p.m. 

7 Saturday 

ARIA (15) 3.00 & 7.00p.m. 

THE BIG EASY (18) 5.00 & 8.45 p.m. 
THE MORNING AFTER (15) 

11.15 p.m. 

8 Sunday 

ARIA (15) 3.00 & 7.00p.m. 

THE BIG EASY (18) 5.00 & 8.45 p.m. 

9 Monday 

ARIA (15) 3.00 & 7.00p.m. 

THE BIG EASY (18) 5.00 & 8.45 p.m. 

lOTuesay 

ARIA (15) 3.00 & 7.00p.m. 

THE BIG EASY (18) 5.00 & 8.45 p.m. 

11 Wednesday 

ARIA (15) 3.00 & 7.00p.m. 

THE BIG EASY (18) 5.00 & 8.45 p.m. 

12 Thursday 

JEAN DE FLORETTE (PG) 3.00. 6.15 & 
8.30 p.m. 

13 Friday 

JEAN DE FLORETTE (PG) 3.00. 6.15 & 
8.30 p.m. 


EVIL DEAD 2 (18) 11.15 p.m. 

27 Friday 

8 Tuesday 

14 Saturday 

THE BELL Y OF AN ARCHITECT (IS) 

WHAT HAPPENED TO 

JEAN DE FLORETTE (PG) 3.00, 6.15 A 

3.00 A 8.30 p.m. 

KEROUAC? (15) 3.00 A 7.00 p.m. 

8.30 p.m. 

THE NIGHT IS YOUNG (15) 6.15 p.m. 

RIVER 5 EDGE (18) 5.15 A 8.45 p.m. 

EVIL DEAD 2 (18) 11.15 p.m. 

THE COLOR OF MONEY (15) 

9 Wednesday 

15 Sunday 

11.15 p.m. 

WHAT HAPPENED TO 

EVIL DEAD 2 (18) 3.00p.m. 

28 Saturday 

KEROUAC^ (15) 3.00 A 7.00p.m. 

JEAN DE FLORETTE (PG) 6.15 A 

THE BELL Y OF AN ARCHITECT (15) 

RIVER'S EDGE (18) 5.15 A 8.45 p.m. 

8.30 p.m. 

3.00 A 8.30p.m. 

10 Thursday 

16 Monday 

THE NIGHT IS YOUNG (15) 6.15 p.m. 

THE SUPERGRASS (15) 3.00p.m. 

JEAN DE FLORETTE (PG) 3.00,6.15 A 

THE COLOR OF MONEY (15) 

OVER THE EDGE (18) 6.15 A 8.30 p.m. 

8.30 p.m. 

11.15 p.m. 

11 Friday 

17 Tuesday 

29 Sunday 

Comic Strip Double Bill: 

JEAN DE FLORETTE (PG) 3.00, 6.15 A 

THE BELL Y OF AN ARCHITECT (15) 

MR JOLL Y LIVES NEXT DOOR A 

8.30 p.m. 

3.00 A 8.30 p.m. 

DIDNT YOU KILL MY BROTHER (15) 

18 Wednesday 

THE NIGHT IS YOUNG (15)6.15 p.m. 

3.00 A 7.00p.m. 

JEAN DE FLORETTE (PG) 3.00, 6.15 A 

30 Monday 

THE LOVE CHILD (15) 5.15 A 

8.30 p.m. 

THE BELL Y OF AN ARCHITECT (15) 

8.50 p.m. 

1 9 Thursday 

3.00 A 8.30 p.m. 

THE SUPERGRASS (15) 11.15 p.m. 

JEAN DE FLORETTE (PG) 3.00. 6. IS A 

8.30 p.m. 

THE NIGHT IS YOUNG (15) 6.15 p.m. 

12 Saturday 

Comic Strip Double Bill: 

20 Friday 

MY LIFE AS A DOG (PG) 3.00 A 

r:> E C E 2VI. J3 E R 

MR JOLL Y LIVES NEXT DOOR A 

DIDNT YOU KILL MY BROTHER (IS) 

6.30 p.m. 

1 Tuesday 

3.00 A 7.00p.m. 

JEAN DE FLORETTE (PG) 8.30 p.m. 

THE BELL Y OF AN ARCHITECT (15) 

THE LOVE CHILD (15) 5.15 A 

BETTY BLUE (18) 11.15 p.m. 

3.00 A 8.30 p.m. 

8.50 p.m. 

21 Saturday 

THE NIGHT IS YOUNG (15)6.15 p.m. 

THE SUPERGRASS (IS) 11.15 p.m. 

MY LIFE AS A DOG (PG) 3.00 A 

2 Wednesday 

i 3 Sunday 

6.30 p.m. 

THE BELL Y OF AN ARCHITECT (15) 

Comic Strip Double Bill: 

JEAN DE FLORETTE (PG) 8.30 p.m. 

3.00 A 8.30 p.m. 

MR JOLLY LIVES NEXT DOOR A 

BETTY BLUE (18) 11.15 p.m. 

THE NIGHT IS YOUNG (15) 6.15 p.m. 

DIDNT YOU KILL MY BROTHER (15) 

22 Sunday 

3 Thursday 

3.00 A 7.00 p.m. 

MY LIFE AS A DOG (PG) 3.00 A 

RIVER’S EDGE (18) 3.00,5.15, 

THE LOVE CHILD (IS) 5.15 A 

6.30 p.m. 

7.00 A 8.45 p.m. 

8.50 p.m. 

JEAN DE FLORETTE (PG) 8.30 p.m. 

4 Friday 

14 Monday 

23 Monday 

WHAT HAPPENED TO 

Comic Strip Double Bill: 

THE BELL Y OF AN ARCHITECT (15) 

KEROUAC? (15) 3.00 A 7.00p.m. 

MR JOLL Y LIVES NEXT DOOR A 

3.00 A 6. IS p.m. 

RIVER’S EDGE (18) 5.15 A 8.45 p.m. 

DIDNT YOU KILL MY BROTHER (IS) 

MY LIFE AS A DOG (PG) 8.30 p.m. 

RUTHLESS PEOPLE (18) 11.15 p.m. 

3.00 A 7.00p.m. 

24 Tuesday 

5 Saturday 

THE LOVE CHILD (15) 5. IS A 

THE BELL Y OF AN ARCHITECT (15) 

WHAT HAPPENED TO 

8.50 p.m. 

3.00 A 6.15p.m. 

KEROUACf (15) 3.00 A 7.00p.m. 

15 Tuesday 

MY LIFE AS A DOG (PG) 8.30 p.m. 

RIVER’S EDGE (18) 5.15 A 8.45 p.m. 

Comic Strip Double Bill: 

25 Wednesday 

RUTHLESS PEOPLE (18) 11.15 p.m. 

MR JOLL Y LIVES NEXT DOOR A 

THE BELL Y OF AN ARCHITECT (15) 

6 Sunday 

DIDNT YOU KlU MY BROTHER (15) 

3.00 A 6.15 p.m. 

WHAT HAPPENED TO 

3.00 A 7.00 p.m. 

MY LIFE AS A DOG (PG) 8.30 p.m. 

KEROUAC! (15) 3.00 A 7.00 p.m. 

THE LOVE CHILD (15) 5.15 A 

26 Thursday 

RIVER'S EDGE (18) 5.15 A 8.45 p.m. 

8.50 p.m. 

THE BELL Y OF AN ARCHITECT (15) 

7 Monday 

16 Wednesday 

3.00 p.m. 

WHAT HAPPENED TO 

Comic Strip D^ble Bill: 

THE DRAUGHTSMAN’S CONTRACT 

KEROUAC? (IS) 3.00 A 7.00p.m. 

MR JOLL Y LIVES NEXT DOOR A 

(IS) 6.15 A 8.30p.m. 

RIVER 5 EDGE (18) 5.15 A 8.45 p.m. 

DIDNT YOU KILL MY BROTHER (IS) 




3.00 & 7.00p.m. 

THE LOVE CHILD (15) 5.15 &. 

8.50 p.m. IQ 

17 Thursday 
Comic Strip Double Bill: 

MR JOLL Y LIVES NEXT DOOR A 
DIDNT YOU KILL MY BROTHER (IS) 
3.00&7.00 p.m. ^ 

THE LOVE CHILD (15) 5.15 & 

8.50 p.m. 

18 Friday 

MONA LISA (18) 3.00 All. 15 p.m. 
PERSONAL SERVICES (18) 6.15 A 
8.30 p.m. 

19 Saturday 

MONA LISA (18) 3.00 A 11.15 p.m. 
PERSONAL SERVICES(18) 6.15 A 
8.30 p.m. 

20 Sunday 
MONA USA (18) 3.00p.m. 

PERSONAL SERVICES (18) 6.15 A 
8.30 p.m. 

21 Monday 

PERSONAL SERVICES (18) 3.00,6. IS 
A 8.30 p.m. 

22 Tuesday 

PERSONAL SERVICES (18) 3.00, 6.15 
A 8.30 p.m. 

23 Wednesday 

PERSONAL SERVICES (18) 3.00, 6.15 
A 8.30 p.m. 

December 24’January I: CINEMA 
CLOSED. 


Vi 


Advance booking 
for all performances 

BOX OFHCE 

021-359 3979 

Access/Visa 
Welcome In advance 








